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Abstract	  
	  
The	  focus	  of	  this	  paper	  is	  on	  a	  body	  of	  work	  created	  between	  2014	  and	  2015.	  	  This	  
series,	  titled	  Immersion,	  deals	  with	  the	  pollution	  of	  a	  local	  body	  of	  water,	  Blacks	  Run,	  
and	  with	  my	  own	  bodily	  illnesses	  that	  occurred	  during	  this	  time	  period.	  	  Using	  
large-­‐scale	  cyanotypes,	  video,	  and	  large	  format	  photography	  I	  explore	  the	  attitudes	  
that	  lead	  to	  environmental	  pollution	  and	  reference	  my	  own	  struggle	  with	  
depression	  and	  anxiety.	  	  	  	  
	  
My	  work	  examines	  traditional	  gendered	  views	  of	  the	  landscape	  and	  female	  figure,	  
and	  the	  intersections	  and	  interactions	  between	  these	  two	  ‘bodies’.	  	  By	  using	  my	  
illness	  as	  a	  way	  to	  connect	  with	  the	  illness	  of	  the	  stream,	  and	  using	  the	  stream	  as	  a	  
metaphor	  for	  my	  illness,	  I	  allow	  a	  different	  conversation	  between	  the	  female	  body	  
and	  the	  feminized	  landscape	  to	  take	  place.	  	  My	  current	  work	  also	  challenges	  
historical	  tropes	  in	  photography,	  such	  as	  an	  assumed	  distance	  between	  the	  
photographer	  and	  subject	  and	  the	  concept	  of	  the	  straight	  print.	  By	  directly	  using	  the	  
polluted	  water	  of	  the	  stream	  to	  destroy	  the	  surface	  of	  the	  negatives	  and	  to	  develop	  
my	  cyanotypes,	  I	  remove	  distance,	  record	  pollution	  in	  an	  evocative	  manner,	  and	  
allow	  for	  a	  non-­‐hierarchical	  approach	  that	  gives	  the	  stream	  an	  active	  role	  in	  the	  






In	  the	  spring	  of	  2013,	  while	  working	  along	  the	  banks	  of	  a	  small	  stream	  in	  the	  city	  of	  
Harrisonburg,	  I	  became	  suddenly	  ill	  and	  was	  taken	  by	  ambulance	  to	  the	  local	  ER.	  	  
Throughout	  the	  next	  several	  months,	  I	  returned	  to	  the	  ER	  twice,	  saw	  several	  
specialists,	  and	  was	  eventually	  diagnosed	  with	  Generalized	  Anxiety	  Disorder,	  Panic	  
Disorder,	  and	  eventually,	  Major	  Depression.	  	  The	  depression	  itself	  came	  on	  
suddenly,	  more	  than	  a	  month	  after	  the	  initial	  panic	  attack	  that	  sent	  me	  to	  the	  ER.	  	  It	  
eventually	  necessitated	  medication	  and	  a	  lengthy	  hospital	  stay,	  and	  the	  depression	  
became	  so	  all	  consuming	  that	  it	  changed	  the	  course	  of	  my	  artistic	  work	  and	  the	  way	  
I	  thought	  about	  my	  artistic	  practice.	  
	  
My	  current	  work	  explores	  the	  intersections	  between	  the	  female	  body	  and	  the	  
landscape	  by	  comparing	  the	  illness	  of	  my	  body	  with	  the	  illness	  of	  a	  natural	  
environment.	  	  These	  works,	  consisting	  of	  large	  format	  photography,	  cyanotypes	  and	  
video	  that	  combines	  projection	  with	  re-­‐recording,	  subverts	  both	  the	  traditional	  
historical	  male	  gaze-­‐the	  binary	  between	  male	  who	  looks,	  and	  woman	  who	  is	  looked	  
upon-­‐	  and	  the	  ideal	  of	  the	  sacred	  negative/sacred	  landscape.	  For	  example,	  by	  
working	  directly	  with	  polluted	  water	  from	  the	  landscape,	  specifically	  from	  Blacks	  
Run,	  a	  local	  and	  highly	  polluted	  body	  of	  water,	  I	  allow	  the	  water	  to	  form	  part	  of	  the	  
final	  image	  by	  destroying	  the	  surface	  of	  the	  negatives	  that	  I	  soak	  in	  it	  or	  to	  interact	  





I	  also	  introduce	  physical	  contact	  and	  direct	  handling	  of	  the	  object	  into	  my	  
photographic	  work.	  Photography	  and	  video	  are	  often	  thought	  of	  as	  artistic	  mediums	  
of	  distance.	  	  There	  is	  the	  obvious	  physical	  distance	  between	  the	  photographer	  and	  
the	  camera;	  the	  distance	  between	  the	  camera	  and	  the	  subject;	  and	  the	  distance	  in	  
time	  between	  the	  final	  development	  of	  the	  video	  or	  print,	  that	  may	  be	  done	  in	  a	  
darkroom	  or	  on	  a	  computer,	  far	  away	  in	  time	  and	  space	  from	  the	  first	  initial	  viewing	  
through	  the	  lens,	  eyepiece,	  or	  the	  ground	  glass	  of	  the	  large	  format	  camera.	  	  Unlike	  
traditional	  painting	  or	  sculpture,	  photography	  is	  associated	  more	  strongly	  with	  
mechanical	  reproduction	  rather	  than	  with	  the	  touch	  of	  the	  artist’s	  hand,	  since	  the	  
artist’s	  hand,	  to	  quote	  some	  of	  the	  less	  informed,	  “Just	  pushes	  the	  shutter	  button”.	  	  	  
	  
Mechanical	  reproduction	  has	  allowed	  the	  photograph	  to	  have	  a	  long	  association	  
with	  the	  sciences	  and	  has	  given	  the	  medium	  an	  aura	  of	  truthfulness.	  It	  is	  equally	  as	  
easy	  to	  forget	  that	  when	  photographers	  look	  through	  the	  camera	  at	  their	  subject,	  
they	  do	  no	  look	  only	  with	  their	  eyes,	  but	  also	  look	  through	  biases,	  cultural	  
perceptions,	  and	  the	  tropes	  and	  standards	  of	  the	  photographic	  medium.	  	  When	  
looking	  back	  at	  the	  history	  of	  Western	  landscape	  and	  portrait	  photography,	  there	  
are	  an	  overwhelming	  number	  of	  images	  of	  the	  idealized,	  seemingly	  available	  female	  
form	  as	  well	  as	  an	  incredible	  volume	  of	  images	  that	  show	  the	  pristine,	  undeveloped	  
American	  landscape,	  particularly	  that	  of	  the	  American	  West.	  	  In	  Western	  patriarchal	  
society	  these	  two	  subjects	  were	  linked	  together	  allowing	  the	  land	  as	  feminized	  to	  be	  
dominated	  and	  controlled	  in	  the	  same	  manner	  that	  women	  were.	  	  Examining	  the	  




connections,	  and	  to	  change	  the	  dialogue	  between	  my	  own	  female	  body	  and	  the	  
feminized	  land	  to	  one	  of	  shared	  imperfections	  and	  illnesses.	  
	  
Looking	  at	  the	  standards	  of	  large	  format	  photography,	  the	  astute	  photographer	  will	  
see	  the	  legacy	  left	  by	  Modernist	  photographers	  like	  Paul	  Strand	  and	  Edward	  
Weston,	  a	  legacy	  that	  still	  persists.	  	  Weston	  in	  particular	  taught	  that	  the	  large	  format	  
negative	  was	  a	  sacred	  object,	  not	  to	  be	  manipulated	  in	  the	  darkroom	  but	  to	  be	  made	  
directly	  into	  a	  final	  photograph,	  whole	  and	  untouched.	  	  Like	  the	  landscape	  and	  the	  
body,	  the	  negative	  must	  be	  perceived	  as	  pristine,	  whole,	  unviolated,	  and	  above	  all	  
pure.	  By	  destroying	  negatives	  with	  polluted	  water	  collected	  from	  a	  local	  stream	  and	  
using	  my	  body	  that	  I	  know	  is	  ill	  and	  imperfect,	  I	  break	  down	  ideas	  about	  the	  sacred,	  




Blacks	  Run	  is	  a	  small	  stream	  that	  begins	  in	  the	  city	  of	  Harrisonburg	  and	  ends	  when	  
it	  merges	  into	  Cooks	  Creek,	  which	  quickly	  spills	  into	  the	  North	  River.	  	  Even	  though	  
Blacks	  Run	  is	  small,	  and	  starts	  in	  a	  relatively	  small	  urban	  area	  of	  approximately	  
50,000	  people,	  Blacks	  Run	  is	  one	  of	  the	  most	  polluted	  waterways	  in	  Virginia.	  	  
Harrisonburg,	  unlike	  the	  National	  Parks	  System,	  did	  not	  build	  its	  roads	  and	  
throughways	  to	  take	  into	  account	  the	  vistas	  of	  Blacks	  Run.	  	  Rather,	  the	  city	  built	  
around	  and	  through	  the	  stream	  with	  little	  regard	  for	  the	  water	  or	  its	  inhabitants.	  	  




over	  the	  stream;	  even	  the	  streambed	  is,	  in	  many	  places,	  concrete.	  	  The	  stream	  also	  
seems,	  in	  parts	  to	  disappear	  entirely:	  in	  an	  instance	  of	  pure	  irony,	  the	  Harrisonburg	  
Farmer’s	  Market	  and	  adjacent	  public	  parking	  lot	  run	  over	  the	  enclosed	  streambed,	  
as	  evidenced	  by	  a	  comparison	  of	  older	  and	  newer	  maps	  of	  the	  city.	  	  Since	  the	  
majority	  of	  the	  city’s	  storm	  water	  is	  funneled	  into	  Blacks	  Run,	  anything	  that	  is	  left	  on	  
the	  street,	  from	  motor	  oil	  or	  plastic	  bags,	  is	  swept	  into	  the	  stream	  with	  each	  rainfall,	  
where	  it	  either	  remains,	  gets	  caught	  up	  in	  the	  stream’s	  rocks	  and	  plant	  life,	  or	  is	  
carried	  away	  by	  the	  current	  to	  contaminate	  water	  downstream.	  	  	  
	  
When	  I	  began	  working	  with	  Blacks	  Run	  in	  the	  summer	  of	  2013,	  I	  became	  interested	  
in	  the	  stream	  in	  part	  because	  of	  its	  proximity	  to	  my	  studio;	  it	  runs	  right	  behind	  the	  
building	  my	  studio	  is	  located	  in.	  	  Furthermore,	  I	  was	  interested	  in	  its	  presence	  in	  the	  
middle	  of	  the	  city,	  and	  how	  that	  contrasted	  with	  the	  state	  of	  neglect	  that	  the	  stream	  
was	  left	  in.	  	  Even	  though	  Blacks	  Run	  goes	  directly	  through	  downtown,	  and	  some	  
restaurants	  even	  have	  seating	  overlooking	  the	  waterway,	  it	  is	  filled	  with	  trash,	  its	  
waters	  are	  polluted,	  and	  frequently	  smell	  bad	  thanks	  to	  the	  sewage	  lines	  that	  
crisscross	  its	  surface.	  	  	  
	  
As	  I	  continued	  to	  work	  with	  the	  stream,	  I	  amassed	  a	  large	  amount	  of	  knowledge	  
about	  it	  and	  developed	  a	  strong	  personal	  connection	  with	  it.	  Author	  and	  
photographer	  Deborah	  Bright,	  in	  her	  essay	  on	  landscape	  photography	  The	  Machine	  
in	  the	  Garden	  Revisited,	  points	  out	  the	  importance	  of	  place	  and	  the	  local.	  	  She	  states	  




contemporary	  photography,	  is	  that	  these	  photographers	  look	  for	  overarching	  
themes	  and	  ideas,	  and	  by	  doing	  so	  have	  an	  environmental	  and	  landscape	  
photography	  that	  they	  themselves	  can’t	  connect	  to	  on	  a	  personal	  level	  (Bright,	  
1992).	  By	  ignoring	  local	  knowledge	  and	  history	  for	  universal	  methods	  of	  
classification	  and	  understanding,	  we	  often	  lose	  a	  lot	  of	  local	  knowledge	  and	  
understanding	  of	  a	  place	  (Schiebinger,	  1998).	  	  	  
	  
The	  idea	  of	  the	  local	  becomes	  even	  more	  important	  when	  we	  examine	  how	  people	  
find	  meaning	  in	  a	  place.	  	  Space	  itself	  is	  an	  abstract	  concept.	  	  For	  example,	  we	  might	  
know	  of	  the	  Colorado	  River,	  see	  pictures	  of	  it,	  and	  perhaps	  even	  visit	  it.	  	  But	  the	  
river	  itself	  remains	  somewhat	  poorly	  defined	  if	  we	  do	  not	  know	  its	  sounds	  or	  smells,	  
what	  plants	  grow	  alongside	  it,	  and	  we	  have	  no	  history	  of	  experiencing	  it.	  	  Place	  is	  
space	  with	  meaning.	  	  Space	  becomes	  place	  as	  we	  get	  to	  know	  it	  and	  give	  it	  value.	  	  	  
	  
Taking	  photographs	  of	  a	  place	  is	  a	  way	  of	  starting	  or	  continuing	  a	  relationship	  with	  
a	  recorded	  place.	  	  Photographs	  become	  one	  method	  of	  turning	  space	  into	  place.	  
Photographs	  then	  mediate	  our	  relationship	  with	  space	  and	  place,	  allowing	  us	  to	  
connect	  with	  location	  and	  continue	  that	  relationship	  after	  we	  have	  left.	  However,	  
photographs	  are	  a	  construction	  and	  never	  tell	  all	  the	  truth	  of	  what	  a	  place	  is.	  	  
Landscape,	  then	  becomes	  a	  combination	  of	  what	  can	  be	  seen	  with	  how	  it	  is	  seen	  





The	  stream	  has	  become	  a	  place	  that	  I	  have	  emotional	  attachment	  to.	  	  By	  removing	  
the	  distance	  between	  the	  stream,	  and	  myself	  I	  hope	  to	  remove	  some	  of	  the	  distance	  
between	  the	  viewer	  and	  the	  stream.	  By	  soaking	  my	  large	  format	  negatives	  in	  
polluted	  water	  collected	  from	  the	  stream,	  as	  seen	  in	  the	  installation	  shots	  of	  my	  
work	  (fig	  1,	  fig	  2),	  I	  construct	  an	  a	  new	  view	  of	  the	  stream,	  one	  that	  is	  formed	  by	  
both	  pollution	  and	  the	  action	  of	  the	  water.	  	  As	  in	  the	  work	  of	  Kim	  Abeles,	  who	  uses	  
dust	  particles	  from	  smog	  to	  make	  images	  in	  The	  Smog	  Collectors,	  the	  pollution	  itself	  
becomes	  an	  active	  force	  in	  image	  creation,	  and	  the	  final	  work	  becomes	  a	  unique	  
recording	  of	  pollution	  that	  is	  not	  always	  visible.	  	  
	  
Within	  my	  research,	  I	  have	  asked	  questions	  about	  how	  the	  stream	  was	  treated	  in	  the	  
past,	  and	  about	  how	  the	  historical	  ways	  of	  treating	  the	  stream	  spill	  over	  into	  the	  
current	  situation.	  	  Mapping	  plays	  an	  important	  role	  in	  how	  people	  interact	  with	  and	  
perceive	  the	  stream.	  	  Like	  photographs,	  maps	  mediate	  our	  relationship	  with	  space.	  	  
Most	  maps	  now	  privilege	  the	  European,	  Judeo-­‐Christian	  way	  of	  seeing,	  which	  
includes	  a	  privileging	  of	  optical	  seeing	  over	  other	  senses	  and	  ways	  of	  knowing	  
(Haraway,	  1998).	  	  Maps	  are	  also	  models	  of	  historical	  practices,	  and	  show	  both	  what	  
knowledge	  and	  landscape	  elements	  were	  considered	  to	  be	  important.	  	  Maps,	  like	  
science,	  are	  fetishized,	  which	  I	  am	  defining	  here	  as	  an	  object	  that	  is	  regarded	  with	  
excessive	  trust.	  	  The	  information	  and	  depictions	  on	  maps	  appear	  to	  be	  non-­‐tropic	  
and	  unbiased,	  as	  they	  share	  a	  lot	  of	  the	  same	  language	  as	  that	  of	  science	  (Haraway,	  
1998).	  	  Maps	  reflect	  our	  worldview,	  and	  that	  worldview	  is	  actually	  contingent	  on	  





When	  we	  examine	  a	  map	  of	  the	  city,	  we	  can	  see	  the	  way	  that	  the	  city	  is	  overlaid	  over	  
Blacks	  Run.	  	  When	  the	  water	  runs	  under	  a	  bridge,	  we	  show	  the	  bridge	  on	  the	  map,	  
not	  the	  water,	  even	  though	  both	  things	  are	  equally	  true	  in	  that	  space.	  	  We	  have	  
privileged	  one	  over	  the	  other	  in	  the	  map.	  	  Maps	  in	  particular	  have	  a	  strong	  
connection	  with	  cyanotype,	  because	  the	  process	  was	  once	  used	  to	  make	  blueprints.	  	  
Sharlene	  Bamboat’s	  project	  Where	  the	  Trees	  Stood	  in	  Water	  uses	  references	  to	  the	  
historical	  blueprints	  of	  Toronto	  by	  reimaging	  them	  on	  cyanotype	  to	  discuss	  the	  
changing	  history	  of	  the	  city.	  In	  my	  large-­‐scale	  cyanotypes	  What	  it	  takes	  to	  be	  OK	  (fig.	  
3)	  and	  Surface/Tension	  38	  (fig.	  4)	  I	  have	  allowed	  the	  stream	  to	  wash	  over	  the	  map,	  
privileging	  the	  action	  of	  the	  stream	  over	  the	  legibility	  of	  the	  map,	  as	  this	  process	  
results	  in	  imperfections	  and	  obliterations	  on	  the	  final	  print.	  	  In	  my	  video	  You	  Don’t	  
Look	  Sick	  (fig.	  5),	  there	  is	  interplay	  between	  the	  maps	  of	  the	  stream,	  and	  the	  images	  
of	  the	  stream	  itself.	  	  The	  maps	  partially	  obscure	  the	  stream,	  but	  the	  stream	  is	  also	  
obscuring	  the	  maps.	  	  This	  is	  important,	  because	  the	  stream,	  like	  all	  of	  us,	  can	  never	  




When	  I	  first	  began	  working	  with	  Blacks	  Run,	  I	  was	  working	  with	  a	  historical	  
process,	  the	  cyanotype,	  and	  making	  photograms	  rather	  than	  photographs.	  	  Because	  
cyanotype	  is	  a	  photographic	  process	  that	  only	  needs	  water	  to	  develop	  and	  fix	  the	  




exposed,	  washed	  in	  Blacks	  Run,	  and	  dried	  on	  the	  stream	  bank.	  	  This	  meant	  that	  
these	  pieces	  interacted	  with	  the	  shore	  of	  the	  stream	  on	  which	  it	  they	  processed,	  and	  
in	  the	  water	  of	  the	  stream	  itself.	  	  With	  the	  photogram,	  the	  object	  in	  question	  is	  
placed	  directly	  on	  the	  sensitized	  paper,	  which	  results	  in	  an	  outline	  rather	  than	  a	  
photographic	  image.	  	  The	  photogram,	  unlike	  the	  photograph,	  inverts	  early	  
photographic	  tropes	  of	  reproducibility	  and	  repetition	  by	  being	  unique	  (Hornby,	  
2006).	  	  
	  
I	  first	  became	  interested	  in	  cyanotype	  and	  the	  photogram	  process	  while	  studying	  
Anna	  Atkins,	  a	  female	  botanist	  working	  with	  the	  cyanotype	  photograms	  in	  the	  
1800’s.	  	  Aktins’	  work	  appealed	  to	  both	  the	  scientist	  and	  the	  artist	  in	  me-­‐I	  earned	  my	  
first	  Bachelor’s	  Degree	  in	  Biology	  before	  returning	  to	  school	  to	  study	  art.	  	  According	  
to	  Louise	  Hornby,	  Atkins	  is	  said	  to	  	  
…recuperate	  the	  history	  of	  cameraless	  photography-­‐as	  she	  aptly	  puts	  it,	  ‘the	  
meeting	  between	  light,	  leaf,	  and	  ground’-­‐and	  in	  so	  doing,	  she	  recovers	  “a	  past	  
time	  and	  space	  when	  photography	  was	  eccentric	  rather	  then	  hegemonic,	  a	  
matter	  of	  passionate	  obsession,	  curiosity	  and	  wonder,	  rather	  than	  the	  
normative	  medium	  of	  globalized	  capitalist	  ideology.	  	  
	  
The	  same	  is	  true	  in	  my	  cyanotype	  photograms,	  which	  can	  be	  seen	  in	  the	  piece	  What	  
it	  Takes	  to	  Be	  OK	  (fig.	  3),	  as	  well	  as	  Surface/Tension	  38	  (fig	  4):	  these	  pieces	  were	  
made	  by	  direct	  contact	  with	  my	  body.	  	  I	  had	  to	  physically	  lie	  on	  the	  print	  to	  make	  
these	  images.	  Not	  only	  do	  I	  leave	  a	  trace	  in	  the	  form	  of	  a	  direct	  outline,	  but	  the	  
stream	  itself	  leaves	  traces,	  leaving	  smears	  of	  dirt,	  mud,	  and	  grass	  on	  the	  surface	  of	  




pieces,	  like	  other	  photograms,	  bear	  witness	  to	  the	  fact	  that	  these	  objects	  and	  people	  
were	  there,	  that	  they	  were	  present	  and	  left	  traces	  of	  their	  interactions	  behind.	  	  	  
	  
Because	  I	  could	  never	  lie	  in	  exactly	  the	  same	  position	  and	  the	  water	  interacted	  
differently	  each	  time,	  this	  process	  results	  in	  a	  one-­‐of-­‐a-­‐kind	  image	  that	  can	  never	  be	  
fully	  reproduced	  with	  100%	  accuracy.	  The	  tactile	  quality	  of	  these	  prints	  is	  
important	  as	  well.	  	  The	  paper	  is	  wrinkled,	  there	  are	  smears	  of	  dirt,	  which	  can	  easily	  
rub	  off,	  and	  the	  viewer	  can	  see	  the	  floors	  and	  walls	  of	  the	  gallery	  through	  the	  rips	  
and	  tears.	  	  All	  of	  these	  tactile	  and	  unique	  qualities	  testify	  to	  the	  presence	  of	  the	  print	  
in	  and	  near	  the	  stream.	  
	  
Photography,	  Science,	  and	  Objectivity	  
	  
Since	  its	  inception,	  photography	  especially	  has	  been	  strongly	  associated	  with	  
objectivity	  and	  distance.	  Paul	  Strand,	  in	  his	  writings	  on	  photography,	  emphasized	  
the	  photograph’s	  objective	  qualities.	  Distance	  is	  created	  not	  only	  physically,	  when	  a	  
viewer	  is	  looking	  at	  a	  print,	  but	  also	  by	  the	  fact	  that	  viewer	  looks	  at	  a	  reproduction	  
on	  paper,	  not	  the	  initial	  object	  that	  captured	  the	  photographic	  information	  
(Frampton,	  2009).	  	  While	  this	  idea	  of	  distance	  is	  often	  used	  to	  make	  claims	  about	  the	  
unbiased	  and	  objective	  nature	  of	  photography,	  some	  feel	  this	  this	  distance	  actually	  
implies	  a	  less	  authentic	  reality.	  Louise	  Hornby,	  in	  “Cameraless	  Optic”,	  talks	  about	  
how	  Victorian	  scientists	  often	  used	  photograms,	  and	  states	  that	  this	  process	  




of	  a	  material	  object”	  because	  of	  the	  direct	  contact	  between	  paper	  and	  object,	  and	  
that	  because	  of	  this	  direct	  contact,	  the	  prints	  attested	  to	  the	  authenticity	  of	  the	  
objects	  and	  their	  materiality.	  	  	  
	  
Working	  with	  the	  cyanotype	  process	  eliminates	  the	  physical	  distance	  between	  the	  
photograph	  and	  the	  subjects	  of	  my	  body	  and	  the	  water,	  and	  is	  this	  is	  done	  to	  
eliminate	  some	  of	  the	  psychic	  and	  emotional	  distance	  between	  the	  viewer	  and	  the	  
subject.	  	  Perspectivism,	  first	  put	  forth	  in	  the	  Renaissance,	  requires	  a	  physical	  act	  of	  
stepping	  back	  from	  and	  outside	  of	  a	  scene	  to	  gain	  distance.	  	  This	  stepping	  back	  by	  
the	  artist	  creates	  both	  a	  physical	  distance	  and	  a	  psychic	  one	  that	  allows	  observers	  to	  
become	  detached	  from	  the	  reality	  depicted	  (Garb,	  1992).	  	  These	  ideas	  of	  direct	  
contact	  that	  are	  played	  out	  in	  in	  my	  cyanotypes	  are	  found	  in	  the	  work	  of	  other	  
contemporary	  artists	  who	  work	  with	  the	  photogram	  process.	  For	  example,	  in	  Klea	  
McKenna’s	  numerous	  photogram	  projects,	  and	  in	  particular	  her	  Rain	  Studies,	  the	  
photograms	  are	  made	  from	  direct	  contact	  with	  the	  subject	  she	  wishes	  to	  depict,	  
such	  as	  rain.	  
	  
Another	  way	  that	  I	  introduce	  the	  interaction	  with	  photographic	  materials	  is	  though	  
my	  large	  format	  photographs.	  	  The	  bulk	  of	  the	  Immersion	  series	  consists	  of	  large	  
format	  (4”x5”)	  negatives	  that	  I	  have	  exposed	  as	  self-­‐portraits.	  	  After	  exposure	  and	  
development,	  the	  negatives	  are	  soaked	  for	  3-­‐6	  days	  in	  polluted	  water	  that	  I	  have	  
gathered	  from	  Blacks	  Run.	  	  Because	  of	  the	  pollution,	  the	  chemical	  content	  of	  the	  




appearance	  of	  the	  final	  image.	  	  By	  darkening	  and	  eroding	  the	  emulsion,	  the	  polluted	  
water	  changes	  the	  final	  image	  into	  one	  that	  is	  darkened,	  obscured,	  pitted,	  and	  
sometimes	  even	  missing	  entirely,	  which	  translates	  into	  black	  blank	  space	  on	  the	  
printed	  image.	  	  The	  resulting	  images	  suggest	  the	  materiality	  of	  water	  and	  the	  
physical	  processes	  and	  movement	  that	  are	  water’s	  inherent	  qualities.	  	  This	  work	  can	  
be	  compared	  to	  work	  by	  artist	  Matthew	  Brandt,	  who	  soaks	  analog	  color	  prints	  in	  the	  
water	  of	  the	  lakes	  that	  are	  pictured	  in	  the	  photograph.	  	  In	  Brandt’s	  work,	  the	  final	  
image	  that	  has	  been	  shaped	  and	  changed	  by	  the	  water	  is	  one	  of	  a	  kind,	  while	  the	  
original	  negative	  remains	  intact.	  	  With	  my	  work,	  the	  final	  print	  can	  be	  reproduced,	  
but	  the	  original	  image	  (the	  negative)	  is	  lost.	  	  Brandt	  also	  explores	  many	  different	  
bodies	  of	  water,	  while	  I	  have	  many	  negatives	  from	  my	  connection	  to	  this	  single	  
stream	  and	  the	  many	  different	  interactions	  it	  has	  with	  the	  film.	  	  
	  
Intuition	  and	  Tacit	  Knowledge	  
	  
	  “The	  basic	  idea	  of	  tacit	  knowledge	  is	  that	  we	  know	  more	  than	  we	  can	  say,	  and	  
certainly	  more	  than	  we	  can	  specify	  in	  a	  formulaic	  way”	  (Crawford,	  2010).	  	  Writer	  
Susan	  Griffin	  echoes	  this,	  stating	  that	  we	  as	  a	  society	  need	  to	  rethink	  notions	  of	  
rationality	  to	  include	  intuitive	  or	  felt	  knowledge.	  	  In	  Shop	  Class	  as	  Soul	  Craft,	  author	  
Matthew	  Crawford	  talks	  about	  how	  practical,	  hands	  on,	  and	  intuitive	  knowledge	  is	  
being	  lost	  as	  these	  older	  ways	  of	  knowing	  are	  replaced	  by	  strict	  rule	  following.	  	  
Because	  these	  new	  rules	  are	  much	  more	  rigid,	  they	  often	  fail	  to	  fully	  encompass	  all	  




visceral	  way	  that	  is	  needed	  to	  address	  social	  and	  environmental	  problems.	  	  
Numbers	  rarely	  move	  us,	  but	  that	  is	  not	  to	  say	  that	  they	  cannot	  be	  used	  effectively.	  	  
Richard	  Misrach’s	  Petrochemical	  America	  is	  a	  great	  example	  of	  how	  charting	  and	  
numbers	  can	  be	  used	  to	  enhance	  images	  of	  pollution	  and	  environmental	  
degradation,	  but	  it	  is	  the	  imagery	  in	  James	  Balog’s	  Chasing	  Ice,	  not	  the	  science	  on	  
climate	  data,	  that	  snags	  my	  attention	  as	  the	  viewer,	  because	  there	  is	  an	  irrefutability	  
in	  seeing	  the	  glaciers	  disappear.	  	  	  
	  
One	  issue	  with	  the	  ‘objective’	  (by	  which	  I	  mean	  unbiased,	  and	  seen	  as	  an	  accurate	  
depiction	  of	  reality)	  qualities	  of	  photography	  is	  that	  photos	  that	  simply	  record	  
information	  in	  a	  straightforward	  way	  may	  feel	  dispassionate	  and	  detached,	  and	  
therefore,	  fail	  to	  reach	  the	  viewer	  emotionally.	  More	  contemporary	  landscape	  
photography	  has	  shifted	  slightly	  from	  the	  purely	  deadpan	  style	  of	  the	  1970’s	  that	  
depicted	  the	  urbanized	  landscape	  without	  comment,	  to	  now	  show	  a	  hybrid	  
landscape	  that	  combines	  the	  natural	  with	  the	  manufactured	  (Mahoney,	  2012),	  and	  
frequently	  questions	  the	  dichotomy	  of	  naturally	  made	  vs.	  ‘man’	  made.	  This	  can	  be	  
seen	  in	  the	  2012	  exhibition	  Looking	  at	  the	  Land:	  a	  Digital	  Survey	  of	  21st	  Century	  
Landscape	  Photography,	  curated	  by	  Andy	  Adams.	  While	  the	  majority	  of	  these	  works	  
show	  a	  hybrid	  landscape,	  nature	  is	  also	  held	  at	  a	  distance:	  in	  Rebecca	  Norris	  Webb’s	  
photograph,	  the	  badlands	  are	  viewed	  through	  her	  car	  window;	  in	  Kate	  Peters,	  the	  
desert	  outside	  of	  Las	  Vegas	  is	  viewed	  through	  the	  window	  of	  a	  hotel.	  The	  problem	  
with	  commenting	  on	  distance	  is	  that	  there	  is	  no	  push	  for	  engagement.	  	  One	  of	  the	  




the	  materiality	  of	  the	  photographic	  subject	  is	  that	  I	  want	  to	  encourage	  engagement	  
with	  these	  subjects.	  	  I	  want	  to	  move	  beyond	  simply	  pointing	  out	  the	  facts.	  Since	  my	  
current	  practice	  requires	  working	  outside	  near	  or	  in	  the	  stream,	  whether	  making	  
my	  cyanotype	  photograms	  on	  the	  banks	  or	  spending	  time	  recording	  video	  footage,	  
there	  is	  very	  little	  distance	  between	  my	  subject	  and	  myself.	  	  Since	  a	  lot	  of	  my	  work	  
involves	  standing	  and	  walking	  in	  the	  stream,	  I	  am	  sometimes,	  quite	  literally,	  inside	  
my	  subject.	  	  	  I	  want	  my	  viewers	  to	  feel	  a	  similar	  sense	  of	  involvement	  and	  
immersion,	  so	  that	  they	  too	  can	  begin	  to	  develop	  a	  deeper	  relationship	  with	  the	  
stream.	  
	  
In	  regards	  to	  my	  large	  format	  work,	  “intuition”	  means	  posing	  in	  a	  very	  spontaneous	  
intuitive	  and	  emotional	  way.	  	  I	  do	  not	  need	  a	  manual	  of	  body	  language	  and	  poses	  to	  
do	  something	  that	  my	  body	  does	  naturally	  every	  day:	  expresses	  emotions	  through	  
posture,	  gesture,	  and	  expression.	  	  To	  take	  myself	  out	  of	  that	  place	  of	  innate	  
knowledge	  and	  into	  a	  codified	  world	  of	  dictionaries	  and	  definitions	  would	  be	  to	  
remove	  myself	  from	  the	  authenticity	  of	  my	  own	  feelings	  and	  intuitive	  knowledge.	  	  
While	  my	  own	  expressions	  are	  a	  product	  of	  my	  upbringing,	  culture,	  and	  worldview,	  
this	  process	  allows	  me	  to	  take	  a	  step	  away	  from	  the	  dictates	  of	  culture	  and	  to	  access	  
an	  element	  of	  knowing	  that	  is	  rooted	  in	  a	  different	  kind	  of	  world	  viewing.	  	  When	  I	  
was	  working	  on	  the	  Surface/Tension	  series,	  I	  was	  experiencing	  a	  host	  of	  physical	  
symptoms	  because	  of	  my	  depression	  and	  anxiety.	  	  Choosing	  to	  cover	  my	  mouth	  in	  
Surface/Tension	  34	  (fig	  7)	  was	  a	  direct	  manifestation	  of	  the	  chronic	  nausea	  I	  




feelings	  at	  the	  time.	  	  The	  supine	  poses	  in	  Immersion	  10	  and	  Immersion	  4	  (fig	  8,	  9)	  
were	  products	  of	  the	  exhaustion	  that	  came	  from	  both	  adjustments	  to	  my	  medication	  
and	  with	  the	  progression	  of	  my	  illness.	  I	  responded	  in	  the	  most	  authentic	  and	  




Illness,	  like	  images	  of	  the	  destroyed	  and	  defiled	  landscape,	  may	  be	  difficult	  to	  look	  
at.	  	  Artists	  Jo	  Spence	  and	  Hannah	  Wilke	  each	  explored	  this	  idea	  individually	  in	  work	  
dealing	  with	  their	  battles	  with	  cancer,	  and	  in	  styles	  that	  did	  not	  attempt	  to	  soften	  
the	  blow	  for	  the	  viewers	  in	  any	  way	  (Bright,	  2010).	  	  By	  depicting	  illness	  in	  my	  work,	  
I	  force	  viewers	  to	  confront	  a	  topic	  that	  they	  might	  prefer	  to	  avoid;	  by	  using	  text	  (fig	  
2),	  I	  bring	  the	  viewer	  into	  the	  details	  of	  my	  world	  and	  my	  personal	  experiences	  that	  
might	  otherwise	  be	  ambiguous.	  This	  text	  can	  be	  seen	  in	  fig	  2,	  as	  well	  as	  fig	  10	  and	  
11,	  where	  I	  have	  chronicled	  some	  of	  my	  experiences	  from	  the	  onset	  of	  the	  severe	  
anxiety	  until	  my	  full	  remission	  in	  January	  of	  2015.	  	  The	  ‘blank’	  negatives	  that	  I’ve	  
written	  on	  represent	  the	  annihilation	  of	  personality	  that	  happened	  when	  my	  
depression	  was	  at	  its	  worst.	  	  The	  words	  are	  a	  way	  to	  fill	  in	  some	  of	  those	  blanks	  now	  
that	  I’m	  able	  to	  articulate	  some	  of	  what	  I	  thought	  and	  felt	  during	  that	  period.	  	  The	  
text	  in	  the	  video	  piece	  You	  Don’t	  Look	  Sick	  allows	  me	  to	  delve	  deeper	  into	  my	  past,	  
helping	  to	  lay	  the	  groundwork	  for	  my	  present	  illness.	  	  By	  focusing	  on	  illness,	  I	  ask	  
the	  viewer	  to	  think	  about	  the	  body	  as	  something	  mortal	  and	  fragile	  rather	  than	  





With	  depression	  the	  outer	  self	  often	  doesn’t	  reflect	  the	  inner	  world	  of	  the	  disease,	  or	  
if	  it	  does,	  it	  is	  only	  with	  great	  difficulty.	  Depression	  doesn’t	  show	  on	  the	  surface	  in	  
an	  obvious	  manner	  like	  a	  broken	  bone	  or	  a	  laceration,	  and	  it	  doesn’t	  have	  a	  ready	  
symbolic	  language	  like	  heart	  disease	  or	  cancer.	  	  Even	  the	  symptoms	  are	  easy	  to	  
associate	  with	  other	  illnesses,	  because	  they	  are	  often	  subjective	  and	  difficult	  to	  
measure.	  	  Within	  my	  work,	  I	  balance	  the	  surface	  qualities	  of	  my	  subject,	  whether	  it	  
is	  my	  own	  body	  or	  that	  of	  the	  stream,	  with	  the	  intangibility	  of	  disease:	  how	  it	  feels	  to	  
struggle	  with	  mental	  illness,	  or	  what	  it	  means	  for	  water	  to	  be	  polluted,	  rather	  then	  
descriptions	  of	  symptoms	  or	  a	  list	  of	  chemical	  contaminants.	  	  I	  give	  these	  intangibles	  
a	  visual	  manifestation.	  	  The	  destroyed	  surfaces	  of	  the	  negatives	  become	  a	  reflection	  
of	  my	  inner	  psyche,	  which	  felt	  alien	  and	  damaged	  during	  my	  illness.	  	  In	  fig	  8	  and	  
Immersion	  12	  (fig	  12)	  my	  personality	  is	  obscured	  by	  the	  obscuring	  my	  face	  or	  my	  
entire	  body.	  	  This	  reflects	  the	  flatness	  that	  is	  often	  experienced	  during	  depression,	  
where	  lack	  of	  desire	  and	  drive	  contribute	  to	  a	  feeling	  of	  personality	  loss.	  	  The	  
erosion	  of	  the	  surface	  in	  fig.	  7,	  and	  Surface/Tension	  29	  (fig	  13),	  and	  the	  hand	  that	  
covers	  the	  mouth	  in	  fig.	  7,	  speak	  about	  disease,	  and	  the	  inability	  to	  talk	  about	  that	  
disease	  in	  words-­‐hence	  the	  need	  for	  metaphor.	  
	  
For	  my	  self-­‐portraiture	  I	  use	  a	  large	  format	  camera	  with	  a	  long	  shutter	  release	  cable,	  
visible	  in	  fig	  7.	  	  I	  place	  myself	  before	  the	  camera	  and	  attempt	  to	  control	  the	  camera	  
from	  the	  front,	  yet	  I	  cannot	  see	  the	  image	  to	  check	  lighting,	  composition,	  or	  




I	  remove	  my	  gaze	  from	  the	  process	  of	  making	  the	  image	  (Bright,	  2010).	  	  While	  most	  
portraits	  contain	  some	  level	  of	  acting	  or	  performance	  (Bright,	  2010),	  in	  self-­‐
portraiture,	  the	  photographer	  has	  access	  to	  the	  inner	  world	  of	  the	  subject,	  insofar	  as	  
they	  know	  themselves	  and	  are	  in	  touch	  with	  their	  own	  wants,	  needs,	  desires,	  and	  
beliefs.	  	  “Self	  portraiture	  continued	  to	  allow	  female	  artists	  a	  certain	  amount	  of	  
freedom	  from	  the	  constraining	  traditional	  artistic	  representations,	  in	  which	  women	  
are	  so	  often	  muses	  for	  men”	  (Bright,	  2010).	  	  So	  here	  Susan	  Bright	  is	  pointing	  out	  
that	  self-­‐portraiture	  is	  a	  way	  for	  women	  to	  free	  themselves	  from	  the	  gaze	  of	  men.	  	  	  
	  
In	  my	  large	  format	  portraits,	  I	  am	  naked	  rather	  than	  nude.	  	  Unlike	  nudity,	  which	  is	  
conventionalized	  and	  related	  to	  sexuality,	  nakedness	  is	  a	  form	  of	  authenticity	  
(Berger,	  1973),	  as	  it	  serves	  as	  a	  way	  to	  strip	  away	  the	  constructed	  outer	  self,	  an	  
outer	  self	  that	  is	  made	  up	  of	  clothing,	  make-­‐up,	  hairstyle,	  and	  other	  signifiers	  of	  
mental	  health.	  	  Instead	  I	  cover	  myself	  with	  new	  images,	  such	  as	  those	  of	  a	  polluted	  
stream	  or	  words	  that	  detail	  my	  struggle,	  so	  that	  my	  outer	  self	  becomes	  a	  more	  
fitting	  /	  apt	  reflection	  of	  my	  inner	  self.	  	  This	  replacement	  can	  be	  seen	  in	  fig.	  5,	  where	  
images	  of	  the	  stream	  has	  been	  projected	  over	  my	  body,	  and	  also	  in	  the	  handwriting	  
on	  the	  blank	  negatives	  (fig	  10,	  11),	  where	  my	  thoughts	  and	  experiences	  fill	  in	  the	  
negative	  space	  left	  over	  after	  the	  negatives	  have	  been	  soaked	  in	  the	  polluted	  water	  
(fig	  14,	  15).	  In	  my	  cyanotype	  work,	  I	  remove	  the	  signifiers	  that	  are	  traditionally	  
associated	  with	  objectification	  by	  tracing	  outlines	  of	  my	  body	  using	  the	  photogram	  




even	  difficult	  to	  tell	  if	  I	  am	  dressed	  or	  naked.	  	  Here,	  the	  body	  is	  simplified	  down	  to	  
its	  most	  basic	  forms.	  
	  
Because	  I	  went	  through	  my	  depression	  and	  anxiety	  while	  working	  with	  the	  stream,	  
it	  seemed	  natural	  to	  allow	  the	  pollution	  of	  the	  stream	  to	  become	  a	  stand	  in	  for	  my	  
illness,	  a	  way	  to	  show	  on	  the	  surface	  what	  was	  occurring	  beneath	  that	  surface.	  	  By	  
soaking	  the	  negatives	  in	  polluted	  water,	  the	  resulting	  degradation	  of	  the	  surface	  and	  
loss	  of	  image	  allowed	  me	  to	  demonstrate	  the	  degradation	  of	  my	  psyche	  and	  to	  peel	  
back	  the	  surface	  of	  the	  negative	  to	  show	  the	  interior.	  	  For	  example,	  in	  Immersion	  10	  
and	  Immersion	  4	  (fig.	  7,	  8),	  the	  process	  of	  deterioration	  has	  completely	  obliterated	  
my	  face,	  the	  seat	  of	  personality.	  	  In	  others,	  such	  as	  fig.	  13,	  the	  polluted	  water	  has	  
pitted	  and	  disfigured	  the	  surface	  of	  the	  negative	  as	  well	  as	  the	  image	  of	  the	  body	  
captured	  on	  the	  film.	  	  This	  surface	  deterioration	  becomes	  an	  outer	  sign	  of	  inner	  
illness,	  especially	  of	  an	  illness	  that	  doesn’t	  appear	  on	  the	  surface	  in	  the	  way	  that	  a	  
physical	  injury,	  like	  a	  broken	  bone,	  might	  manifest.	  	  	  
	  
In	  her	  book	  Ecofeminist	  Philosophy,	  Karen	  Warren	  points	  out	  how	  prevalent	  the	  ties	  
are	  between	  women	  and	  nature	  in	  our	  culture.	  ‘Mother	  Nature’,	  earth	  mothers,	  and	  
nature	  as	  ‘fertile’,	  ‘barren’,	  ‘seductive’,	  are	  all	  terms	  frequently	  used	  when	  discussing	  
nature.	  	  This	  language	  helps	  to	  maintain	  the	  woman/nature	  duality,	  a	  duality	  that	  
author	  Val	  Plumwood	  points	  out	  is	  a	  hierarchical	  one,	  where	  one	  half	  of	  the	  duality	  
(man,	  culture,	  technology)	  is	  valued	  more	  than	  the	  other	  half	  of	  the	  duality	  (woman,	  




myself/	  my	  work	  from,	  women	  and	  the	  feminine	  were	  thought	  of	  as	  lesser.	  	  By	  
equating	  nature	  with	  the	  feminine,	  nature,	  too	  was	  made	  lesser,	  and	  this	  justified	  
the	  same	  treatment	  of	  nature	  as	  of	  women	  (Warren,	  2000).	  	  Thanks	  to	  feminist	  
movement,	  	  
Women	  might	  also	  recoup	  landscape	  photography	  for	  themselves	  in	  
response	  to	  its	  present	  character	  as	  a	  male	  preserve	  in	  art	  photography.	  	  The	  
image	  of	  the	  lone,	  male	  photographer-­‐hero,	  like	  his	  prototypes,	  the	  explorer	  
and	  hunter,	  venturing	  forth	  into	  the	  wilds	  to	  capture	  the	  virgin	  beauty	  of	  
Nature,	  is	  an	  enduring	  one.	  (Bright,	  1992,	  pg	  137).	  	  	  
	  
	  
The	  pollution	  of	  the	  stream	  produces	  a	  deterioration	  of	  surface	  that	  becomes	  a	  
metaphor	  for	  my	  body’s	  illness,	  and	  the	  illness	  of	  my	  body	  becomes	  representative	  
of	  the	  dis-­‐ease	  of	  the	  stream.	  This,	  then	  leads	  to	  a	  very	  different	  narrative	  about	  the	  
connection	  between	  women	  and	  the	  land:	  Blacks	  Run	  and	  I	  are	  connected	  by	  shared	  
illness	  and	  environmental	  damage	  caused	  by	  unsustainability	  and	  dominance.	  
Rather	  then	  viewing	  nature	  as	  something	  passive	  to	  be	  conquered	  or	  exploited,	  my	  
work	  moves	  away	  from	  the	  patriarchal	  system	  of	  nature	  as	  resource	  to	  develop	  a	  




In	  my	  large	  format	  work,	  soaking	  the	  negatives	  becomes	  a	  way	  for	  me	  to	  destroy	  the	  
entrenched	  idea	  of	  the	  sacred	  negative.	  	  Early	  20th	  century	  photographer	  Paul	  
Strand	  was	  a	  proponent	  of	  the	  purity	  of	  the	  photographic	  medium,	  and	  against	  any	  




Weston,	  like	  Strand,	  believed	  that	  a	  photograph	  must	  be	  completely	  pre-­‐visualized	  
by	  the	  photographer	  before	  the	  image	  was	  actually	  taken,	  and	  once	  made,	  never	  
retouched	  in	  the	  darkroom	  (Bunnell,	  1983).	  	  Because	  of	  its	  ability	  to	  meticulously	  
capture	  great	  detail	  on	  large	  negatives,	  large	  format	  photography	  is	  still	  used	  today,	  
often	  to	  make	  pristine	  landscapes	  and	  portraits.	  
	  
Photographs	  were	  manipulated	  even	  before	  the	  age	  of	  Photoshop.	  	  Robert	  Demachy,	  
a	  contemporary	  of	  Strand,	  argued	  that	  there	  was	  no	  such	  thing	  as	  a	  straight	  print	  
(Demachy,	  1907).	  	  According	  to	  Demachy,	  photography	  was	  always	  subject	  to	  some	  
manipulation	  by	  the	  photographer.	  	  Whether	  it	  was	  something	  as	  direct	  as	  
arranging	  the	  scene	  beforehand,	  or	  something	  more	  subtle,	  like	  choosing	  what	  was	  
included	  and	  excluded	  from	  the	  frame,	  what	  the	  subject	  would	  be,	  and	  what	  
information	  was	  included	  with	  the	  photograph	  (and	  setting	  aside	  the	  reliability	  of	  
such	  information),	  photographers	  were	  making	  aesthetic	  choices	  that	  showed	  not	  
reality,	  but	  their	  version	  of	  it.	  	  
	  
In	  my	  large	  format	  work,	  soaking	  the	  negatives	  becomes	  a	  way	  for	  me	  to	  destroy	  the	  
sacred	  negative.	  	  I	  go	  against	  the	  traditional	  ethos	  of	  large	  format	  when	  I	  soak	  my	  
large	  format	  negatives	  in	  polluted	  water	  that	  eats	  away	  at	  the	  surface	  of	  the	  
negative,	  altering	  and	  destroying	  large	  parts	  of	  surface.	  	  This	  can	  be	  seen	  in	  fig.	  7,	  8,	  
and	  9,	  where	  the	  water	  has	  eroded	  the	  surface	  of	  the	  negatives	  in	  different	  ways.	  
The	  altered,	  destroyed,	  imperfect	  negative	  becomes	  just	  as	  truthful,	  if	  not	  more	  so,	  




language	  to	  show	  the	  water’s	  pollutants	  via	  their	  affect	  on	  the	  negative.	  	  It	  also	  
shows	  the	  manipulation	  of	  the	  photograph	  in	  a	  straightforward	  way,	  and	  that	  a	  
manipulated	  photograph	  has	  the	  ability	  to	  hold	  the	  same	  amount	  of	  truth	  as	  an	  
‘unmanipulated’	  one.	  	  
	  
In	  my	  video	  In	  Pursuit	  of	  Perfection	  (fig.	  5),	  I	  break	  down	  the	  perfection	  of	  the	  
photographer’s	  studio.	  	  The	  white	  backdrop	  is	  present,	  as	  is	  the	  white	  pedestal,	  and	  
the	  nude	  model,	  but	  the	  camera	  is	  zoomed	  out	  to	  show	  the	  bottom	  of	  edge	  of	  the	  
backdrop.	  The	  tiled	  floor	  of	  the	  studio	  space	  is	  revealed	  and	  the	  backdrop	  is	  
wrinkled	  and	  imperfect.	  	  The	  sound	  of	  the	  projector	  can	  be	  heard,	  as	  my	  body	  
collapses	  at	  the	  end	  and	  my	  hand	  breaks	  through	  the	  projected	  images,	  destroying	  
the	  illusion.	  	  This	  shows	  that	  the	  photographer’s	  studio	  is	  a	  highly	  controlled	  
environment	  that	  is	  often	  about	  creating	  the	  ideal	  image,	  rather	  then	  an	  authentic	  
one.	  It	  is	  important	  for	  me	  to	  break	  out	  of	  that	  space	  through	  the	  use	  of	  
imperfection.	  	  
	  
Hierarchies	  and	  Privileging	  
	  
Different	  cultures	  have	  thought	  of	  science	  and	  art	  in	  different	  ways.	  Even	  our	  own	  
culture	  once	  portrayed	  the	  relationship	  between	  these	  two	  supposedly	  opposite	  
fields	  of	  study	  as	  highly	  interchangeable,	  if	  not	  the	  same	  (Jones,	  Galison	  &	  Slaton,	  
1998).	  	  The	  distinction	  between	  science	  and	  art,	  as	  well	  as	  between	  the	  natural	  




time.	  	  Science,	  characterized	  by	  cataloguing	  and	  compartmentalizing,	  lead	  to	  a	  
hierarchical	  separation	  of	  art	  objects	  made	  by	  humans	  as	  categorically	  superior,	  and	  
objects	  made	  by	  natural	  process	  as	  categorically	  lesser.	  
In	  “Nature	  by	  Design”,	  Daston	  points	  out	  how	  previous	  generations	  had	  different	  
ideas	  concerning	  the	  ambiguity	  between	  art	  objects	  and	  natural	  objects.	  	  	  	  
Beyond	  a	  history	  of	  form	  lurks	  a	  history	  of	  intelligence-­‐what	  is	  it,	  who	  has	  it,	  
and	  how	  much	  and	  what	  kind	  are	  needed	  to	  produce	  forms;	  and	  also	  a	  
history	  of	  wonder-­‐what	  evokes	  it,	  who	  merits	  it,	  and	  how	  it	  depends	  on	  the	  
categories	  into	  which	  experience	  is	  parsed.	  	  In	  the	  course	  of	  the	  early	  modern	  
period,	  nature	  was	  transformed	  from	  artisan	  into	  art	  in	  Natural	  History	  and	  
Natural	  Philosophy	  (Daston,	  1998).	  	  	  
	  
Nature	  was	  deprived	  of	  not	  only	  a	  certain	  sentience,	  but	  of	  the	  ability	  to	  act;	  nature	  
became	  mechanical,	  and	  this	  resulted	  in	  a	  bifurcation	  of	  the	  world	  into	  nature	  and	  
the	  natural	  on	  one	  side,	  and	  man	  and	  the	  man	  made	  world	  on	  the	  other.	  This	  loss	  of	  
Nature’s	  sentience	  is	  mirrored	  in	  photographic	  work.	  	  Like	  modern	  documentary	  
photography,	  landscape	  photography	  often	  shows	  the	  subject	  as	  passive	  (Gelder	  &	  
Westgeest,	  2011).	  Rarely	  do	  we	  see	  nature	  as	  an	  active	  force.	  	  
	  
My	  work	  not	  only	  allows	  for,	  but	  also	  embraces	  the	  idea	  of	  randomness	  and	  chance.	  	  
Louise	  Hornby	  talks	  about	  imperfections	  as	  being	  an	  important	  way	  to	  tie	  the	  photo	  
to	  the	  object,	  because	  imperfections	  happen	  naturally	  and	  if	  we	  allow	  them	  to	  
happen	  we	  remove	  the	  human	  agency	  that	  would	  both	  fix	  or	  control	  them	  and	  
interfere	  with	  their	  authenticity.	  	  Embracing	  randomness	  and	  the	  unknown	  is	  a	  way	  
to	  remove	  the	  privilege	  of	  conscious	  action	  over	  unconscious	  action,	  and	  giving	  the	  





By	  soaking	  my	  negatives	  in	  water	  from	  Blacks	  Run,	  I	  allow	  the	  final	  image	  to	  be	  
shaped	  by	  that	  water,	  and	  allow	  the	  stream	  to	  become	  an	  active	  participant	  in	  my	  
work.	  	  I	  show	  the	  destructive	  power	  of	  the	  pollutants.	  	  This	  results	  in	  an	  incredible	  
‘loss’,	  in	  that	  the	  original	  images	  are	  often	  completely	  obliterated	  (fig	  14).	  	  However,	  
I	  treat	  the	  resulting	  images,	  as	  a	  product	  of	  the	  stream’s	  creation,	  as	  being	  on	  equal	  
footing	  as	  the	  images	  that	  have	  more	  recognizable	  imagery,	  and	  show	  those	  ‘blank’	  
negatives	  in	  my	  work	  (fig	  2,	  14,	  15)	  alongside	  the	  others.	  
	  
Imperfections	  become	  about	  embracing	  the	  agency	  of	  the	  water	  that	  strips	  away	  the	  
emulsion,	  about	  the	  imperfections	  that	  happen	  through	  the	  digital	  scanning	  and	  
printing	  process,	  and	  about	  the	  imperfections	  that	  come	  from	  handling	  and	  working	  
with	  the	  negatives.	  	  By	  scanning	  my	  black	  and	  white	  negatives	  digitally	  as	  though	  
they	  are	  color	  negatives,	  I	  introduce	  another	  level	  of	  chance	  into	  my	  work.	  	  The	  
scanner	  picks	  up	  colors	  that	  are	  not	  apparent	  to	  my	  eye	  and	  the	  colors	  are	  outside	  of	  
my	  control.	  	  Even	  though	  I	  could	  digitally	  manipulate	  the	  images	  in	  Photoshop,	  I	  
chose	  to	  edit	  the	  images	  as	  minimally	  as	  possible.	  	  I	  also	  leave	  behind	  evidence	  that	  
the	  negatives	  have	  been	  handled	  and	  worked	  with.	  	  This	  can	  be	  seen	  on	  	  
fig.	  12	  where	  my	  fingerprint	  can	  be	  seen	  in	  the	  middle	  right	  hand	  side,	  or	  fig.	  9,	  
where	  multiple	  scratches	  and	  bits	  of	  dust	  have	  been	  left	  on	  the	  negative.	  	  This	  
acceptance	  of	  mistake	  and	  imperfection	  is	  a	  way	  of	  mirroring	  my	  own	  







Unspoiled	  areas,	  like	  the	  Shenandoah	  Valley	  National	  Park,	  are	  usually	  considered	  
as	  nature	  while	  areas	  like	  Blacks	  Run,	  a	  trash-­‐filled	  waterway	  with	  concrete	  bridges	  
running	  over	  it	  are	  not.	  Because	  our	  ancestors	  did	  not	  find	  Blacks	  Run	  to	  be	  
important,	  it	  was	  not	  preserved	  and	  has	  suffered	  the	  consequences	  of	  being	  in	  an	  
area	  of	  increasing	  population	  and	  urban	  sprawl.	  	  Yet	  Blacks	  Run	  is	  as	  natural	  as	  the	  
Shenandoah	  Valley	  National	  Park	  even	  though	  the	  footprint	  of	  humankind	  is	  much	  
more	  evident	  in	  Blacks	  Run	  (Cronin,	  1996).	  	  
	  
Working	  in	  the	  marginalized	  space	  of	  Blacks	  Run	  that	  most	  often	  goes	  unnoticed	  
means	  that	  there	  is	  no	  codified	  set	  of	  behaviors	  I	  have	  to	  follow	  within	  it.	  	  The	  space	  
allows	  for	  my	  own	  vision	  and	  rituals.	  	  I	  work	  on	  the	  banks	  of	  the	  stream,	  wander	  
down	  to	  pick	  up	  ‘beach	  glass’	  that	  has	  accumulated	  on	  its	  shores,	  and	  sometimes	  go	  
down	  simply	  to	  spend	  time	  or	  check	  out	  the	  water	  level	  after	  a	  heavy	  rain.	  	  My	  video	  
In	  Pursuit	  of	  Perfection,	  while	  not	  taking	  place	  in	  the	  stream	  itself,	  deals	  with	  these	  
ideas	  of	  ritualized	  behaviors,	  in	  the	  way	  that	  the	  performance	  for	  the	  video	  has	  been	  
repeated	  over	  and	  over.	  	  My	  large	  cyanotype	  pieces,	  including	  fig	  3,	  were	  executed	  
almost	  entirely	  on	  the	  banks	  of	  the	  stream.	  	  These	  pieces	  were	  precoated	  with	  
sensitizer,	  exposed	  outside,	  and	  then	  washed	  in	  the	  stream	  to	  develop	  and	  fix,	  as	  the	  
cyanotype	  process	  involves	  only	  water	  to	  bring	  the	  image	  up,	  and	  to	  make	  it	  
permanent.	  	  The	  pieces	  were	  then	  dried	  on	  the	  banks	  of	  the	  stream,	  resulting	  in	  




me	  to	  use	  the	  stream,	  and	  nature,	  in	  a	  unique	  and	  personal	  way	  that	  has	  not	  been	  




During	  the	  1900’s,	  photographers	  like	  Ansel	  Adams	  and	  Edward	  Weston	  took	  
images	  of	  supposedly	  wild	  nature,	  and	  these	  helped	  push	  the	  US	  government	  into	  
adding	  to	  the	  National	  Parks	  System-­‐Adams	  was	  directly	  involved	  in	  bringing	  Kings	  
Canyon	  National	  Park	  into	  being	  (NPS	  website).	  	  However,	  these	  types	  of	  images	  by	  
Adams,	  Weston,	  and	  other	  landscape	  photographers	  in	  the	  early	  19th	  century	  were	  
idealized	  through	  fantasy	  then	  about	  portraying	  real	  landscapes.	  	  “What	  is	  
frequently	  promoted	  as	  environmentally	  engaged	  photography	  in	  the	  art	  world	  
relies	  for	  its	  effect	  on	  established	  conventions	  of	  the	  picturesque/sublime,	  the	  
founding	  tradition	  of	  nineteenth-­‐century	  landscape	  art”	  (Bright,	  1992).	  	  
	  
In	  Susie	  Gablik’s	  Conversations	  Before	  the	  End	  of	  Time,	  psychologist	  James	  Hillman	  
talks	  about	  how	  psychotherapy	  only	  works	  on	  the	  self,	  but	  when	  the	  whole	  world	  is	  
sick,	  with	  crumbling	  schools	  and	  streets,	  no	  one	  can	  ever	  really	  be	  cured,	  because	  “it	  
is	  no	  longer	  possible	  to	  separate	  the	  condition	  of	  the	  individual	  soul	  from	  that	  of	  the	  
world”.	  	  Physical	  illness	  of	  the	  body	  is	  a	  result	  of,	  and	  can	  be	  used	  as	  a	  metaphor	  for	  
the	  physical	  illness	  of	  the	  world.	  	  Art,	  like	  psychotherapy,	  “has	  fashioned	  its	  practice	  
on	  the	  paradigm	  of	  separation,	  detachment,	  and	  autonomy”	  (Gablik,	  1997.	  	  




individual	  soul”	  and	  move	  into	  something	  more	  communal,	  something	  that	  is	  
healing	  for	  the	  collective	  of	  humanity	  and	  the	  world.	  
	  
This	  idea	  of	  healing	  becomes	  more	  important	  when	  taking	  into	  account	  the	  current	  
social	  and	  environmental	  problems	  that	  the	  world	  faces.	  I	  depict	  the	  overburden	  of	  
pollution	  and	  of	  disease	  by	  a	  physical	  collapse	  at	  the	  end	  of	  In	  Pursuit	  of	  Perfection	  
(fig.	  16),	  and	  in	  the	  barrage	  of	  visual	  imagery	  at	  the	  end	  of	  You	  Don’t	  Look	  Sick.	  	  The	  
collapse	  in	  fig.	  16	  is	  a	  natural	  one	  that	  happens	  after	  too	  long	  in	  a	  seemingly	  benign,	  
but	  very	  uncomfortable,	  position.	  	  It	  is	  symbolic	  of	  both	  the	  body’s	  breakdown	  when	  
it	  can	  no	  longer	  balance	  the	  demands	  of	  modern	  life	  with	  health,	  and	  the	  strain	  that	  
modern	  life	  places	  on	  environmental	  systems.	  	  The	  overlapping	  imagery	  in	  “In	  
Pursuit	  of	  Perfection”	  talks	  about	  the	  sense	  of	  overwhelm	  that	  can	  lead	  up	  to	  this	  
collapse.	  
	  
By	  breaking	  down	  the	  separation	  that	  normally	  exists	  between	  the	  subject,	  the	  
photograph,	  and	  the	  photographer,	  I	  allow	  the	  viewer	  to	  confront	  difficult	  social	  and	  
personal	  issues	  that	  are	  often	  overlooked	  in	  American	  culture.	  	  While	  I	  focus	  on	  
deeply	  personal	  experiences	  and	  even	  reveal	  parts	  of	  my	  diary	  in	  places,	  the	  shift	  
from	  the	  individual,	  and	  potentially	  narcissistic,	  self-­‐portrait	  to	  one	  that	  is	  overlaid	  
with	  environmental	  references	  changes	  the	  context	  to	  one	  that	  addresses	  society	  as	  
a	  whole	  while	  still	  acknowledging	  the	  importance	  of	  individual	  experience.	  	  I	  am	  




connection	  with	  the	  viewer	  and	  therefore,	  perhaps	  to	  challenge	  their	  presumptions	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